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INTRODUCTION 
The selections in the recital given by the candidate 
can be divided into four sections . The first four songs can 
claim as their origin in time the early Italian school of the 
Baroque period. The two selections following these represent 
the oratorio. The aria by Haydn properly comes from the Class-
ical era. The aria from Mendelssohn's oratorio is from the 
Romantic period, but it is referred to as Classicist-Romant-
icist, due to different elements of style and technique used 
by the composer. 1 The third part of the recital is composed 
of art songs , taken from the German Lieder group, the first 
t wo by Schubert, th e remaining two by Richard Strauss . The 
songs by Duparc and Lalo re pres ent the French school. The 
last two songs in the candidate's recital are by contemporary 
composers, Jean Berger and Cyril Scott. 
1Paul Henry Lang, Music in Western Civilization (New 
York: W.W. Norton and Company, 1941), p. 339. 
2 
EARLY ITALIAN SCHOOL 
A Search for a More Ideal Expression 
Obscured text resented.--In the period around 1600 a 
strong resentment arose against obscuring the text, which 
resulted from the elaborate polyphonic treatment. Prior to 
this time the Flemish tradition, with its stress on contra-
puntal style and much elaboration, dominated the scene. The 
reaction against this be ca me so strong, that in the course 
of a few decades single melodic line with instru mental back-
ground dominated the stylistic trend, giving rise to the solo 
song with instrwr ~ental acco mpaniment. 1 
The Florentine Camerat a.--A group, which became known 
as the Florentine Camerata, played a major role in the move-
ment to find a more i deal form of vocal expression. A wealthy 
Florentine nobleman by the name of Giovanni Bardi, himself a 
poet and amateur musician, drew about him a group of poe ts, 
artists and musicians for the pur pose of finding some method 
of dra matic expre ssion of a more suitable form than was then 
known. 2 They hoped to do this by imitating the ancient Greek 
1 
Willi Apel, Harvard Dictionary of Music (Cambridge: 
Harvard University Press, 1958), pp. 498-499. 
2 Waldo Selden Pratt, The History of Music (New York: 




Though many members of the Camerata contributed to this 
movement, Vincenzo Galilei (d. 1591) and Guilio Caccini will 
be mentioned as having made significant contributions toward 
the search for better dramatic expression. They used music 
in their drama as a means of declamation , their attempts re-
sulting in, perhaps , the first monodies . These contained the 
germ of both the recitative and the aria. 2 In 1602, Caccini 
published a work, entitled Nuove husiche, containing arias 
and madrigals in the new style of monodonic recitative with 
thorough-bass accompaniment. This work is perhaps the most 
singularly significant representation of the movement away 
from the Fle mish tradition.3 Cavalieri and Peri should also 
be mentioned as having made important contributions . In the 
operas of these four men the recitative assumed its definite 
form, and the basso continuo or thorough bass appeared for the 
first time. 4 
The members of the Camerata accomplished what they set 
out to do, namely, to free music from the bonds of elaborate 
polyphony. This ha d gone too far, however, for now, rigid 
word-dominated recitative dominated, placing the music in a 
subordinate position not worthy of its name.5 
1 Apel, p . 111. 2 Pratt, p . 152. 3 Apel, p . 499. 
4Manfred F . Bukofzer , Music in the Baroque Era (New 
York: W. w. Norton and Company, 1947), p. 26. 
5Lang, p . 339. 
Music and Text Compromise 
Claudio Monteverd i.--The text could not for any length 
of time dominate the music so completely. Monteverd i stands 
out as the most important composer who attempted to do some-
thing about it. True, he agreed with the Camerata that the 
words should dominate the harmon y, but he applied it to poly-
phony, not against it, as they did. He stands between two 
eras trying to preserve that good in the old, and yet work 
it with new ideals. 1 That which he could utilize dramatically 
from the period of polyphony he co mbined with the new means 
offered by the stile recitative to develop a more effective 
f . 1 . 2 means o mus1ca ex pression. 
According to Lang, Monteverdi wrote dramatically and 
passionately because he thought real life was manifested 
through sorrow, passion and pain. The characters in his 
operas portrayed these dee p feelings to the ut most . The 
lament of Arianna, which the candidate sang in his recital, 
is the song of a soul crying in agony to be saved by death . 
Peri, Caccini and the other members of the Camerata were too 
bound by rigid rules to have ever reached such dra matic 
heights. 3 
In his first opera, Orfeo, he achieved an indi vidual ity 
of style which few composers ever attain in their first major 
work. He used the orchestra to help establish the mood desir-
ed in the text; consequently, it d id not remain in the back-
1Bukofzer, p. 33. 2 Lang, p. 340. 3rbid, pp . 341-342. 
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ground to be almost unnoticed. In later works he reduced the 
orchestra in size as was the custom of his conte mporaries. 
His melodies used bolder intervals to achieve greater dram a-
tic effect, and he used closed forms with his solo passages, 
1 
which dominated opera for two hun dred years . His series of 
dramas fro u Orf eo (1607) to Poppea (1642) made the opera the 
Most popular for rn in Italy and started an interest that grad-
ually spread everyi,vhere . 2 
The followers of Monteverdi .--C avalli (d. 1676) and 
Cesti (d. 1669) are two ne n worthy of mention for this time. 
The former, who was a s tudent of Monteverdi, wrote forty -two 
operas in the tradition of his teacher . He gave the chorus a 
more i mportant role an d almost completely carried out the 
separation of aria and recitative . Cesti contributed great -
ly to the sensuous melodic quality of t he arias which were 
to become typical of Italian operas .3 
By this t i me, opera had become a very popular medium of 
entertainment; in cities like .3ologna and Venice it had be-
come a passion . There were scores of theaters which perform-
ed operas , plus wany private homes where they were presented . 
All of this led to a sort of commercialism, partially inhibit-
ing fine artistic achievement. It became a superficial art 
giving way to luxury and amusement. The des ire to satisfy 
the public caused an introduction of foreign parts to the 
opera, making it difficult for the serious composer. The 
music was soon fettered with t oo much ornamentation and elab-
1Ib1' d , 340 p . • 2Pratt, p . 170. 31ang, pp . 351-352. 
t . 1 ora ion. 
Giovanni Legrenzi (d. 1690) emerges in the last part 
6 
of the seventeenth century t o show t hat fine composers were 
not entirely lost to th is type of commercialis w. He heads 
the next important school of opera and was just as well at 
home in the ora torio, motet and instrumental music. Legrenzi 
possessed a very fine contra puntal technique and had a fine 
reputation extending to a ll of Europe .2 His a rietta, 11Che 
fiero costume", which the candidate included in his . recital, 
is comic in nature, as was typical of many of his cowpositions. 
It is lyric and drama tic, and its ascending-descending line 
lends itself qui te favorably to the singer. 
Franc e sco Durante (d . 1755) and Antonio Caldara (d . 1736), 
who lived about fifty years after Legrenzi, were represented 
in the candidate's re ci tal . Durante was almost exclusively 
a church composer .3 His song , "Vergin , tutto amor 11 , is a fer-
vent prayer , a pleading from the hea rt seeking forgiveness. 
Caldara was a f i ne contrapuntal composer of operas, oratorios, 
churc h and in strumental mus ic. 4 "Comme ragg io d i sol" is ro man-
tic in nature, express in g deep emotiona l feelings. The me-
lodic line i s very flowing a nd express ive allowing the sing-
er to perform natura lly. 
lrtia, pp. 353-354. 
3r bi d , P . 4 54. 
2Ibid , p . 357 . 
4Ibi·d, 458 p . • 
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THE ORATORIO 
The Earl y Beginnings 
Music as a dramatic accessory.--A look into the his-
tory of oratorio reveals that its beginn in g is linked close-
ly with that of t he opera. Filippo Neri (d . 1595) exper -
imented with music as a dramatic accessory . In 1560 he em-
ployed singing in popular musical gather ings to aid in the 
instruction of Biblical topics . 1 
The first oratorios.--Cav alieri wrote what is often 
called the "first ora torio 11 • It was entitled Rap presenta -
zioni di animo e di coroo , and was presented in Rome in about 
1600. The mater ial was of a sacred nature. It was very 
lengthy and technically elaborate, containing choruses, in-
strumen ta 1 inter oe zzi, part song move,i ent s, and a grand final 
chorus. 2 
It was Carissimi (d. 1674) who did significant work 
with the sacred play . Before his time the only significant 
difference between opera and oratorio was the topic and the 
text. Both forms utilized costumes, s cenery and action. 
They even used the same musical materials . Carissimi ig-
nored the theatrics and often used a narrator to f ill in the 
1Pratt, p . 168. 
2 Ib1·a, 169 p. • 
dramatic details . He also utilized the chorus more, and 
developed an almost distinct oratorio style .
1 That Carissi-
mi was a great oratorio composer is verified by the fact 
that he exerted widespread influence on other composers. 
This influ en ce can be found in the 1,.mrks of contemporary 
It alian oratorios and in the co mpos i tio ns of such old mas -
ters as Schuetz and Handel. It appears that t he latter 
patterned much of his choral work aft e r Carissimi . 2 
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Heinrich Schuetz (d . 1672) was one of the first Ger -
man composers to do i mpor tant work in the field of oratorio . 
He produc ed religious co nce rt dramas, s uitabl e for the church 
as well as the concert hall . The dev ic es he used were much 
lik e those f ound in moder n oratorios. He used the r ecitat-
ive, narrat ors , great choru ses , and an orchescra as an im-
portant accessory. Most of h i s narratives come fro m the 
Gospels.3 
George Freder ick Handel 
Handel occupies s uch a pro minen t place in t he develop -
ment of the oratorio that a d i scuss L:m of him nd h is works 
is here inclu ded . 
Influ ence of pr edec essor s.--His form , te chnique and 
means of expression draw from a wide f ield of pr edecessors 
and traditions. When one observ e s that he was born and lived 
many years in Germany, had a great dea l of exper i ence in the 
1I bi d , p . 177. 2 Lang , p • 34 9 • 
French tradition, and received a large part of his training 
in the Italian schools, it is not difficult to understand 
this. The fact that he adopted England as his homeland and 
lived there the greater part of his life helps one see the 
diverse inf'luences that affected his composing .l 
9 
Operas unsuccessful.--Han del 's attempts at writing op-
era, though artistically fine, were not accepted by the Brit -
ish people. This rejection was due to social , not musical , 
reasons. The nobili ty , for which opera was pr i mar ily written 
and from which financial support cane, was too weak to support 
an opera company. The mi dd le class was reluctant to put up 
with an entertainment performed in a foreig n lan guage . Ital-
ian opera was forced out te r.1porarily. 2 
Handel t urned to oratorio, and, ultimately, with grea t 
success. England was at a point polit ic ally and soci all y 
where i t was enjoy in g new freedom , a new spirit of conquest, 
and it was strongly protestant. 'l'he people saw in his mas-
sive Biblical choruses the triumphal progress of England, and 
recognized in them the ir own religion . 3 
His oratorios.-- The oratorios of Handel can be conven-
ientl y divided into three classes; the choral opera, which 
was closely similar to t he Italian opera and dealt with a 
secular subject; the choral cantata , which was in line with 
the English ode and de alt with allegorical subjects without 
dramatic action; and the choral drama , in which class most of 
11 bid, p. 519 . 
3Lang, p . 524. 
2Bukofzer, pp. 331-332 . 
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his oratorios fell . 1 
In the choral drama , the Baroque ideal, the revival of 
t he Greek tragedies is more closely approached. In these 
the chorus repr es ents the idealized character of the plot, in 
which triumph and tragedy are intermingl ed. If the hero is 
an individual, he usually ap pears as a spo ke sman fo r the peo-
ple. Handel found the Old Testa ment, which abo unds with 
grandiose situations, an ideal source of subject mate rial 
for the choral dra ma. 2 
The choruses in his oratorios ar e the main forces. The 
old choral oratorio of Carissimi served as the main proto-
type for Handel's dramatic use of the choruses . The English 
tradition of choral music influenced him greatly , for in them 
he showed a knowledge of the anthem and the Service . He used 
many styles with great skill to enhance the effectiveness of 
the chorus: masterful choral polypho ny, a cappella passages , 
powerful homophonous passages , motets , madr ig a ls, cho ral re-
citative and simple choral declamations . 3 
The solo numbers in his oratorios, though less import -
ant than the chorus, served a valuable function . Since his 
oratorios were closely related to the opera in style , the 
solo was essentially the same . Da capo arias are not as 
numerous as a more unorthodox type. 4 
The Messiah stands as the epitome of the modern ora-
torio , for it unites choruses, arias and recitatives into a 
1Bukofzer, pp . 335 -33 6 . 
4Bukofzer , pp . 337-338 . 
2Ibid, p. 336. 3 Lang , p • 5 2 5 • 
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fine whole. 1 This was a highly individual work, however, dif-
ferent from his other oratorios. To base one's conception of 
Handel's works on this most popular work would be misleading. 
The Messiah lacked any outward dramatic action, and was de-
voted completely to devotional contemplation. 2 
The Successors of Handel 
Joseph Haydn.--Haydn is perhaps the next composer to do 
significant, if not great, work with the oratorio. His Il 
Ritorno di Tobia has been called the finest example of eight-
eenth century oratorio that exists. The Creation and The 
Seasons are two gre at works which begin a new era in oratorio,3 
the former containing "In Native Worth", an aria which the 
candidate sang at his recital. 
Haydn was fa miliar with Handel ' s works when he visited 
England and was undoubtedly impressed by the enthusiastic 
reception of Handel's oratorios by the British people. The 
text of The Creation came from England, based on a poem by 
John Milton. Handel had earlier considered it but found it 
too weak dramatically for his liking. Haydn's rendition of 
the poem was simple, showing a great feeling of nature and 
an almost childlike piety, which it seemed to require. That 
it was received with tremendous success seems to testify to 
this fact. 4 
1 Lang , p • 5 2 6 • 
3Apel, p. 518. 
2Bukofzer, p. 337. 
4Lang, p. 634. 
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Felix Mendelssohn .--Thou gh Beethoven attempted oratorio, 
his works in this field are insignificant beside those of 
Mendelssohn, who is the next composer to do important work 
with this medium. 1 
Mendelssohn, in his first two oratorios, St. Paul and 
Elijah, showed the influence of Handel. The latter served as 
a model for English oratorio for the nineteenth century, and 
is actually more Classicistic than Romantic in style. This 
work also displays a "great stylistic purity" and spirit-
uality.2 The aria "If With All Your Hearts" was a number from 
this work performed by the candidate at his recital. The 
prophet Obadiah makes an urgent plea to the people to seek 
the Lord. 
1Apel, p. 518. 
2Alfred Einstein, Music in the Romantic Era (New York: 
w. W. Norton and Company, 1947), p . 173. 
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THE ART SONG 
The Nature of the Art Song 
The art song, a product of the Romantic period, is un-
ique in that each individual song develops and prescribes its 
own musical treatment. The composer did not make the text 
and the music separate, but he discovered a power in music to 
complement the text. There is no blueprint for the compos-
ition of an art song. The music obeys its own laws. There 
is a new form for each new song to meet the new expressive 
needs •1 
The Song Prior to 1800 
By returning to the fifteenth century and moving toward 
the lied of the Romantic era, we discover that the song went 
through many changes and styles. Fifteenth century composers 
such as von Wolckenstein and von Sal zburg were the first to 
write rather primitive polyphonic songs. Important collections 
of folksongs of the period reveal both polyphonic and mono-
phoni c treatments. Adam von Fulda and Heinrich Finck used 
true polyphonic imitation. Heinrich Isaac composed fine songs, 
"Innsbruck ich muss dich lassen 11 being a good example. Or-
lando di Lasso wrote songs, using German texts, with great 
~heodore M. Finney, A History of Music (New York: 
Harcourt, Brace and Company, 1935), p. 430. 
skill and imagination during the last half of the sixteenth 
century. The development of the polyphonic lied ended with 
Johann Hermann Schein. In Germany the accompanied solo-lied 
made its appearance during the Baroque era through the works 
of Johann Staden and Thomas Selle . Its development at this 
point reached its height in the songs of Adam Krieger, who 
used instrumental ritornello at the end of each stanza . The 
religious song found its maste r in the form of Johann Wolf-
gang Franck toward the end of the seventeenth century. Dur-
ing the first part of the eight een th century the lied practi-
cally ceas ed to exist, giving way to the elaborate aria. 
After 1750 Johan Adam Hiller , the founder of the Singspiel , 
replaced the song of the late Baroque with a fresh, fol k like 
simplicity with a more genuine expression. Other s of the Ber-
lin school such as J. F. Reichardt found a new lyricism. 
Haydn, Mozart and Bee t hov en developed this type of song to 
its artistic clima x . 1 
Franz Schubert 
Fra n z Schub ert, of the Romantic period, st ands as the 
gi an t of Lied composers. He is universally recognized for 
having reached heights of artistic perfection. He used de-
vices with the accompani ment, the bass, and the rhythm to 
lend to the mood and better expression for the words. 2 His 
image is so great that those who follow, namely, Schumann , 
1Apel, pp. 405-406. 2Finney, pp. 431-432. 
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Brahms and Mendelssohn , are almost hidden. Hugo Wolf is per -
haps the only one to mention as having songs worthy of compar-
ison . 1 "Die Neugierige" and "Staendchen" are songs by Schu -
bert sung by the candidate at his recital . Richard 3trauss , 
who composed German songs during the latter part of the nine-
teenth century, was represented at th~ candidate's recital 
with two songs, "Morgen" and "Cacilie" . 
The French Chanson 
The chanson is the French counterpart of the German 
lied. The emphasis of the lied through most of its long de-
velopment was on artistic production, while the chanson usual-
ly remained an amorous song in the popular vein. It was not 
until the end of the nineteenth century that it became more 
of an artistic medium. 2 
Some of the fine composers of songs to emerge from this 
era are Ravel, Debussy, Roussel and Faure. Eduard Lalo (d. 
1892) was represented at the candidate's recital with his 
11L1Esclave 11• Henri Duparc (d. 1922) is one of the most im-
pressive song composers of the group. His sixteen songs are 
considered to be some of the finest from this period.3 The 
candid a te included Duparc' s "L'Invitation au Voyage" at his 
recital. 
lrbia , p. 406. 2Ibid , p . 129 . 3rbid, p. 699 . 
THE l110DERN 30NG 
Influence of Hugo ~volf 
According to Lang the modern song reached its limits 
with Hugo /Jolf . J, ost subse quent song composers turned to 
him. In many of his songs the instrumental accompaniment 
do n!inated the song, but, yet remained subordinate to the 
text. The piano accom paniment in his songs played a more 
important role than did the accom pa niment in the Schubert 
16 
type song toward establishing the mood suggested by the text. 
One might say that his works are 11songs for voice and piano 11 • 1 
The conte ,. por ary song , 11The Ins t ru ments", by Jean Berger , 
seems to follow the 1Jolf pattern quite closely. The acc::,m-
paniment is 3ometimes so elaborate t hat the singer has dif-
ficulty following the melod ic line. This song was included 
in the candid 3te's recital. 
The Folk Song Idiom 
Many conte mporary compos ers i mpl ement folk melodies in 
their arranget Lents and compositions. Aaron Copeland used 
them in his Billy the Kid, and Kurt ,Jeill used t hem in his 
opera Down in the Valley. The British composers Ralph Vaughn 
vJilliams a nd Benjamin .i3ritten used folk melodies in the ir 
vocal and choral music. Many critics believe that Cyril Scott 
1Lang, pp. 1012-1013. 
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did h is better works in th is idiom. 1 Scott 's ar r ange ment of 
the folk s::mg 11Lord Randall" was sung by the can d id a te at 
his recital . 
lF. 1nney, p . 516. 
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